islanders" was "apt now and then to take an idle and ridiculous direction"; quoting Purchas verbatim, he commented that " [i] n all likelihood, the good Mussulmans, on the above occasion, chaunted [sic] a chapter of the Alcoran [Qurʾān], mistaken by the ambassador for a psalm of David." 4 Yet Lancaster's interpreter in this exchange-apparently undertaken in Arabic-was an Arabic-speaking Jewish man from the Barbary Coast, who had traveled with Lancaster from England, and who is unlikely to have misinterpreted the identity of a prominent scriptural category within Judaism.
5
We could dismiss this account as fanciful fiction, or-if allowing that it may have occurredassume a case of mistaken identity for the "Psalme" sung by the Acehnese. Yet the story has often been taken at face value. In recent scholarship, it has been cited as an example of empathetic dialogue between religions: Peter G. Riddell uses it to illustrate how religious differences did not always result in "automatic opposition," remarking that what the sultan and his nobles sang was "presumably a Song of Praise to God."
6 Literary critic Su Fang Ng reads it as a mutual recognition of a shared tradition, and implies that the sung texts were common to both parties: "The ability of both the Acehnese and the English to recite in their respective languages lyrics ascribed to a Hebrew king who ruled a small kingdom in the Middle East nearly three millennia ago points to how both traditions incorporated classical history through monotheistic religions-Christianity and Islam-that shared a common descent from Judaism."
7
These observations highlight the potential for representatives of the Abrahamic faiths to participate in reciprocal acts of devotional performance through the realization of shared theological contexts. Yet this episode remains a mystery: the psalm texts of Judaism and Christianity occupy an enigmatic place within Islam, and it is rare for Muslims to read or sing them. There has so far been no attempt to interrogate the nature and content of this possible "Psalme" in Aceh, how it might have arrived there, and how it might have been transformed into performance. However, there are other cases of the psalms or dialogues about David as points of interfaith convergence in the seventeenth century, and these afford conjectural yet plausible explanations for the actions of the sultan of Aceh and his nobles. This particular exchange between Muslims and Christians, mediated by a Jewish interpreter, along with other episodes from the seventeenth century, invites us to rethink the role of the Psalms in Islam and their relationship to music.
The pivotal link is the figure of David (Daud), the Hebrew king revered in the Abrahamic faiths of Judaism, Christianity, and Islam variously as a musician and a prophet. Within these religions, David is the inspiration for what can be called the "Davidic tradition," expressed in text, sound, and ideology, from Western Europe to Southeast Asia. The set of texts associated with David is an important part of this tradition: within Judaism and Christianity these are the Psalms, human praises or entreaties to God; within Islam, the Davidic text Zabūr, as mentioned in the Qurʾān, is considered a divine prophecy revealed to David. The idea of David as a musician is understood differently within Jewish, Christian, and Islamic traditions, and interpreted according to divergent theological precepts of music and sound.
8 Diverse ideas about
David within Judaism, Christianity, and Islam have coexisted in certain regions, especially the Middle East; they have converged in other places as a result of European trade, colonialism, and religious missions from the sixteenth century onward, as well as engagement with Muslim visitors to early modern Europe.
A number of Christian-Muslim encounters around the Indian Ocean and in parts of Europe during the seventeenth century highlight the centrality of David to the Abrahamic faiths. When Europeans traveled to the far reaches of the Islamic world, they found that local Muslim populations revered the prophet David and the idea of the text (Zabūr) revealed to him. Similarly, European writers mentioned David when recounting engagements across religious boundaries in Socotra and the Maldives, while Ottoman writers in eastern Europe and Spain pondered his role in Christian traditions and discussed his connection to music. These cases of convergence and the mutual recognition of a common figure occasionally provided a basis for a certain degree of dialogue between Muslims and Christians. However, this was an exchange that was fraught with the potential for cultural misunderstandings. As Muslims and Christians began to learn more about each other's religions in the early modern period, certain points of commonality were recognized and occasionally used to mutual advantage, but other elements began gradually to contribute to the entrenchment of difference. Nevertheless, the use of music to worship the God of Abraham occupied a middle ground that could be shared, and the figure of David and his Psalms in this respect became an object of agreement, debate, or speculation.
Among the few musicologists to have looked comparatively at David across the Abrahamic faiths are Christian Poché and Amnon Shiloah .
9 In comparing and connecting divergent Davidic traditions, they considered his links with the Psalms, instruments, ontologies of music, and stories about the origins of music, especially in the writings of medieval Jewish and Islamic authors. Building on their work, and bringing it into dialogue with recent research by theologians about the role of the psalm texts in mediating between Abrahamic faiths, this article seeks to examine encounters around the Indian Ocean and in parts of Europe, as well as in certain Islamic empires, to consider the musicological implications of dialogues and divergence about David in the seventeenth century.
Psalms and the Davidic Tradition in the Abrahamic Faiths
The Psalms occupy a central place in the liturgy and devotional practices of Judaism and Christianity; they are revered as the title of revealed scriptures, but not read, within Islam. Muslims believe that three sacred texts preceded the revelation of the Qurʾān to the prophet Muhammad: the Tawrāt (Torah), revealed to the prophet Musa (Moses); the Zabūr (Psalms), revealed to the prophet Daud (David) ; and the Injīl (Gospels), revealed to the prophet ʿĪsā (Jesus). The Qurʾān is considered the final and most important prophecy, which supplanted earlier revelations. 12 Saleh writes: "Muslims, constrained as they were by the doctrine of tahrīf, the notion that the Bible has been falsified, ceased to use the Bible as scripture in their religious tradition after an initially close, albeit uncertain, relationship with it. The fruitful first century of Islam, in which its relation with Judaism was symbiotic and the Bible was a source of Islamic religious knowledge rather than just the scripture of another religion, came to an abrupt end. . . . Soon Muslims were discouraged from either studying [the Bible] or using it unless to defend their faith, notwithstanding the survival of early traditions that urged Muslims to relate material from the Jews." Saleh, "'Sublime in Its Style,'" 332. On "the People of the Book," see Haim Z'ew Hirschberg, "Ahl al-Kitāb," in Encyclopaedia Judaica, 2nd ed., ed. Consequently, the circulation of psalms in Arabic involved the composition of new Islamic texts based on the tradition of the Psalms. Theologian David R. Vishanoff has recently described and analysed these "Islamic Psalms," whose titles include the term Zabūr. He has shown that Muslim writers began to recompose the Psalms in the twelfth century, possibly in response to acts of Christian aggression such as the crusades; according to Vishanoff, "[t]hese Psalms stem from two principal source collections, which were rearranged and rewritten and expanded by medieval authors to produce at least four distinct texts that are extant today in at least seven different recensions."
34 He states that these texts "are more like rewritten Qur'an than rewritten Bible" and they "are not widely known"; manuscripts of these texts, many yet unstudied, are emerging from multiple libraries in Europe and the Middle East.
35 However, they must be approached with caution, since the title Zabūr could refer either to medieval Islamic texts or to Arabic translations of the biblical Psalms.
36

Divergence about David: Musical Concepts and Terminology
In considering the role of David and his musical prowess between the Abrahamic faiths, the differences between the Arabic terms Mazmūr and Zabūr, the different understanding of these texts' identity and content, and the equivocal nature of the word mizmār need to be considered in more depth. In a seminal article of 1983, Poché showed how the term mizmār is deeply ambiguous in Arabic sources that refer to the prophet David. 35 Vishanoff, "Islamic 'Psalms of David,'" 727; a list of manuscripts and the institutions in which they are housed is given on pp. 727-29.
36 Vishanoff, giving an extensive list of the Islamic "Psalms of David," observes that " [t] here are doubtless many other manuscripts and perhaps other texts and recensions in existence, but they cannot always be identified from manuscript catalogues because they are often listed in the same way as ordinary Arabic translations of the biblical Psalms." Vishanoff, "Islamic 'Psalms of David,'" 729. 37 Poché, "David and the Ambiguity of the Mizmar." 38 Quoted in ibid., 62.
rendered to a musician. Yet this Arabic word (mizmār, plural mazāmīr) has often been interpreted not as "pipe," but as "voice"; that is, referring to the throat of David. 39 Another ḥadīth associates the mizmār with Satan: it states that Abu Bakr, a companion of Muhammad, referred to a vocal performance by two young girls in the house of ʿĀ'isha (Muhammad's wife) as "mizmār al-shaytān (reed-pipe of the satan)." 40 In this sense, the voice was considered to evoke the instrument. Shiloah points out that one tradition refers to Muhammad blocking his ears to shut out the sound of a mizmār (reed-pipe). 41 There are clearly divergent interpretations about the role of the mizmār in Islamic musical practices: that is, whether it is voice or instrument, and whether it is legitimate or illegitimate.
42
While Jewish and Christian traditions see David as a musician-king who sang his Psalms to the accompaniment of a plucked string instrument, the view of David within Islam is usually of a prophet who recited divine revelation in a beautiful voice-a voice that in time became a paragon for Qurʾānic recitation.
43 This simple contrast already reveals differences between ontologies and genealogies of music within the Abrahamic faiths. It also raises the question of whether David was an instrumentalist at all in Islamic contexts, and whether the mizmār of David means a reed-pipe instrument or his voice. Significantly, the Qurʾān itself does not indicate that David played any instrument, although there are three verses that refer to him praising God and being joined or echoed by the mountains and the birds. In sura 21:79, God states: "We made the mountains and the birds celebrate Our praises with David"; similar texts can be found in sura 34:10 ("We graced David with Our favour. We said, 'You mountains, echo God's praises together with him, and you birds, too'") and sura 38:17-19 ("Remember Our servant David, a man of strength who always turned to Us: We made the mountains join him in glorifying Us at sunset and sunrise; and the birds, too, in flocks, all echoed his praise").
44
These references to the birds and the landscape echoing David's praises to God seem to imply vocalization or heightened voice, resounding in nature, rather than any particular instrument. They also highlight the fact that the relationship between birdsong and the definition of music-as well as the origins of music-is as complex an issue within Islamic philosophy as it is within Western. 45 Another link between birdsong and David can be found in the twelfth- (Fig. 1) .
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According to the David Collection in Copenhagen, which houses this artwork, the painter was inspired by a Flemish engraving but removed the background and presented David within a painted Mughal border.
58 Another seventeenth-century Mughal painting, from Bijapur (Vijayapur, Karnataka), is in the Islamic tradition and shows David charming the birds, goats, and a lamb with his mizmār (Fig. 2) . Ebba Koch points out the connections with Orpheus and his powers to enchant through music; many characteristics of Orpheus were applied to David in early Islamic understandings of the prophet.
60 On the level of external features, David has a turban and a moustache, rather than the crown and beard usually seen in Christian illustrations. This kind of depiction of the prophet David-that is, as an instrumentalist, and specifically a player of the mizmār-is rare in Islamic artwork; no other has emerged to date. The strictures against graven images within Islam and the controversy over David's instrumental practice could have discouraged representations of this kind.
Of course, the legitimacy of the use of instruments and the definition of music are both complex issues within Islamic philosophy and theology. As illustrated by Lois Ibsen al-Farūqī, there is a broad spectrum of sound-art practices in the Islamic world, ranging from the use of heightened voice to recite religious texts (such as the call to prayer and Qurʾānic recitation, which are not considered mūsīqā) to controversial forms of mūsīqā such as instrumental and vocal improvisational practices, metered songs and instrumental music, pre-Islamic traditions, and forbidden genres such as sensuous music. 61 The question of David's instrumental practice presents a contrast between the Islamic tradition and the traditions of Judaism and Christianity, although all acknowledge him as being endowed with the Platonic power to affect the emotions of listeners.
To sum up the context: the shared heritage of the idea of King David or the prophet Daud between the Abrahamic faiths-as well as the divergences in the Davidic tradition of devotional musical practice-have had a significant impact on the way in which music is viewed within Jewish, Christian, and Islamic religious practices. The Psalms provide musical foundations for Judaism and Christianity, but within Islam the divine text revealed to the prophet David, which he recited or cantillated in a "beautiful voice," is generally considered lost. The Arabic terms Mazmūr and Zabūr are both used to refer to writings associated with David, but only Zabūr refers to the prophetic text that was divinely revealed to David, as stated in the Qurʾān. According to the traditions of all three Abrahamic faiths, David was a great singer, but from the Islamic perspective he was not customarily associated with a string instrument (if any), although he is connected with the (re)invention of the ʿūd. Rather, he is accorded the mizmār, which is sometimes understood as the reed instrument of the same name, but most often interpreted as "beautiful voice." These variations in views about David underpinned and inspired interesting questions when representatives of different cultures came into contact with one another. 
David and Instruments at the Interface of Cultures
In Christian Europe, David was revered as a king, musician, and ancestor of Jesus Christ. Several seventeenth-century Arab travel accounts report on the Jewish and Christian tradition of David being a player of a string instrument, but question the authenticity of psalm texts sung by Christians. For example, Mohammad bin abd al-Wahab al-Ghassani, a Moroccan who visited Spain in 1690-91 on a diplomatic mission, described several musical encounters that referenced the figure of David, observing in Utrera:
[T]hat evening they brought to our residence some of the friars who sing in their churches. They brought with them their musical instruments, one of which they call the harp, which is coarsely shaped and with many strings. They reported that it was the instrument of the Prophet David, on him and on our Prophet be God's prayer and peace. I saw one like it in one of the statues they have in their houses and residences which they claim is of the Prophet David, peace be upon him.
[emphasis added]
His comment that the friars told him explicitly that the harp was "the instrument of the Prophet David" is striking; perhaps the friars were deliberately highlighting a shared prophet, and it is possible, if not likely, that they knew of David's role in Islam. Later in his account, al-Ghassani described seeing a statue of King David by the sculptor Juan Bautista Monegro at El Escorial (Fig. 3) , adding that "David held in his hand an instrument that he invented, and that they claim [emphasis added] he used when he recited his psalms. They called it a harp [irba] . This harp is a big instrument of wood, as tall as a man. It has around forty-six strings and produces beautiful melodies in the hands of a good player." 63 While al-Ghassani evidently disapproved of graven images, he did not dispute David's invention of a string instrument; nevertheless, he appears unconvinced of its use to accompany psalms. He goes on to say that the harp was frequently used in domestic contexts, especially by women and girls, and especially in noble houses; he then points out its use in sacred spaces: "They also use it in their chapels, churches, and other places of their infidelity. It is the most commonly used instrument for musical pleasure [tarab] ." 64 The boundaries between pleasure and worship in Christian Spain must have appeared blurred to alGhassani.
Al-Ghassani entered the basilica of El Escorial and described the organ, although again he remained skeptical about the nature of what was sung to its accompaniment:
It is a huge instrument with big bellows and pipes of plated lead, producing strange sounds. In this and other locations of the church, and in accompaniment to this instrument, they chant what they claim to be the psalms of David, peace be upon him, and the Torah, which was revealed to Moses, on him and on our Prophet, peace and prayer. The Moroccan ambassador thus revealed his skepticism on three points: first, that a statue could represent David; second, that David used the harp in reciting psalms; and third, that the texts recited by Christians in Spain were the Psalms of David. Yet he was evidently sufficiently intrigued by points of convergence-the recognition of a prophet common to the religions of himself and his hosts-and divergence in traditions to make such observations in his travelogue.
While al-Ghassani described the organ as an instrument used to accompany the singing of Davidic psalms by Christians, another seventeenth-century Muslim observer wrote about it as an instrument with direct links to David. The Ottoman writer and traveler Evliya Çelebi (1611-82) visited the Hungarian town of Érsekújvár (now Nové Zámky, in modern-day Slovakia) following the successful Ottoman siege in 1668. He visited the Protestant church and observed:
Inside there were no statues or idols. The walls were all pearly white, with crucifixes here and there. Over a sort of pavilion there was an organ of David. The grand vizier had his captive priest play it so he could hear it: it had such a soulful and mournful sound that it dumbfounded the listener. Afterward the Muslim ghazis [warriors] broke it to pieces and the organ-loft was made into a müezzins' gallery.
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Evliya Çelebi appears to have admired the organ and to have associated David directly with it, as a player and even as its inventor. In another part of his writings, which gives an extensive description of many types of instruments known to him (mostly Turkish instruments), he offers the following details:
The urghanun [organ] . An old invention. It is said that formerly David (Dāwud) accompanied his psalms with it. It is generally found in European countries. There you will find at every convent and church a large organ with three hundred pipes and two pairs of bellows, each moved by ten monks. . . . They are in the habit of castrating young boys in order to preserve the purity of their voices. These boys are made to stand upon the upper part of the bellows with which they rise and descend, singing the verses of the psalter to a mournful melody (maqām) called rahāwī. . . . This melody is so called from the town of al-Ruhā (Edessa), where David invented this instrument, which absolutely must be heard to have an adequate idea of it.
67
Evliya Çelebi also wrote in glowing terms of the organ in St. Stephen's Cathedral, Vienna, giving a detailed technical description and calling it "the miracle of David tradition. 71 The origins of the Muslim tradition connecting David and the organ are worthy of further investigation.
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While certain aspects of the Islamic views of David, his revealed scripture (Zabūr), and the complex relationship with instruments can be glimpsed through the writings of Muslim travelers to Europe, they can also be discerned, occasionally, within the archival record of interactions between Europeans and Muslims throughout the Islamic world. Once Europeans had insinuated themselves into the trade networks of the Indian Ocean, convergences of Davidic traditions were sometimes recognized and discussed. Ian Woodfield has identified a fascinating episode of mutual recognition at Socotra, at the mouth of the Gulf of Aden, when Sir Thomas Roe's ship, en route to India, stopped there in 1615. A small boat carrying William Keeling and a wind band went to shore, where they were received by Amr-bin-Said, sultan of Socotra. Roe reported the following:
Hearing our hoy-boyes [shawms] in the Generals boat, hee [the sultan] asked if they were the Psalmes of David? and being answered yes: hee replyed, it was the invention of the Devill, who did invent it: for King David, who before praysed God with his lips and heart in devotion, but after it was left to sencelesse Instruments [sic] .
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This dialogue, as published by Samuel Purchas, might well be taken at face value. This ruler had had several previous encounters with English visitors, had heard English music, and had even engaged in theological debate with them. 74 In light of the discussion of etymological ambiguity above, however, it may be possible that the sultan's question referred not to the Psalms (Mazmūr) but in fact to the "hoy-boyes" (shawms, which as double-reed instruments may have resembled the mizmār in their shape and sound), querying whether they were the mizmār (reed-pipes) of David. It seems more likely that the sultan would have said "mizmār" (or the plural mazāmīr), as he, like other Islamic rulers, would have referred to the sacred text revealed to the prophet David as Zabūr. Perhaps Roe's interpreter misunderstood mizmār or mazāmīr as the related term Mazmūr, a term used by Arabic-speaking Christians to refer to biblical psalms. This was apparently an episode of some note, since a year later, Roe's chaplain, Edward Terry, repeated the story and elaborated on it:
The immediate yeere before our English fleet touching at this Iland [sic], learned this Apothegme from the petie King thereof, who comming [sic] to the water side, and hearing some of our winde Instruments, asked if they played Davids Psalmes (of which, being a Mahometan, he had heard.) Hee was answered by one that stood by, they did; He replyed thus, That it was an ill invention of him that first mingled Musicke with Religion; for before (said he) God was worshipped in heart, but by this in sound. I insert not this relation to 72 It is interesting to note that the Arabic term mizmār was applied to "organ pipe" in a twelfth-century Arabic treatise on the building of organs; this text alternates between the terms mizmār and surnāy to refer to "organ pipe. 
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This anecdote is inserted in a passage that relates how Roe's ship was aiming for Socotra, but was blown off course and missed landing there altogether. One wonders why he chose to repeat it: Terry had been told about this incident and it clearly interested him. His parenthetical comment that the sultan had heard of the Psalms because he was a Muslim suggests that such an observation was becoming commonplace, at least in seventeenth-century travel literature.
The key elements of this story are that David served as a point of intersection between Christianity and Islam, and that the sultan's own theological concerns over the acceptability of music (especially instrumental music) in worship resonated with similar debates within Christianity.
76 The use of instruments in worship was as controversial in some forms of 
Translations of the Biblical Psalms in Islamic Empires
Even if the sultan of Socotra was referring to an instrument (mizmār) rather than the psalm texts (Mazmūr, or Zabūr), it is evident that other early modern Islamic rulers knew the biblical texts themselves, at least to some extent. Translations of the biblical Psalms circulated in the Ottoman, Safavid, and Mughal Empires in this era, and while they appear to have been limited to elite and circumscribed readerships, they illustrate the reception of these texts among the scholarly circles of major Islamic cultures. From the mid-sixteenth century onward, with the burgeoning of Christian missions throughout the world, the abundance of printed religious books flowing out from the presses of Europe and the production of scriptural translations had already sparked the interest of certain rulers and intellectuals in South Asia. On April 14, 1582, the Mughal emperor Akbar wrote in a letter to Philip II of Spain:
75 Ibid., 166-67 (original in Purchas, Purchas his Pilgrimes, 2: part 1, book 9, 1467). 76 While this version of the incident seems to refer to "Musicke" in a broad sense rather than instruments, it should be noted that at this time the term "the Music" in ecclesiastical contexts often referred to the band of instrumentalists and singers. It has reached our august ear that divine books like the Torah, the Gospel (Injil) and the Psalms (Zabur) have been rendered into the Arabic and Persian languages; if these books, so translated or not, from which general benefit would follow, are available in that country, these may be sent to us.
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Akbar was known widely for his theological curiosity, and Woodfield has described him as being "essentially a free-thinker in matters of belief"; this interest was continued by his successor Jahangir, who in 1610 even asked for three of his nephews to be baptized (although they remained Christians for just three years).
79 In 1580 three Jesuits presented a copy of Plantin's polyglot Bible to Akbar (printed in Hebrew, Greek, Latin, Aramaic, and Syriac); perhaps this gift contributed to his request for translations into Arabic and Persian.
In the Safavid Empire, Shah ʿAbbās I ordered a translation of the Psalms into Persian in 1616; this was undertaken by the Portuguese Catholic (Carmelite) bishop of Isfahan, with the assistance of three Islamic mullahs and a Jewish rabbi, and completed in 1618. 91 An underlying motive of these productions appears to be a desire to combat and contest Islamophobia within the Western world by pointing out spiritual connections and affinities between the Abrahamic faiths, and highlighting to Western audiences the strong focus on music (including many types of instruments) as part of Sufi devotions. Besides these concert and recorded productions of performing psalms between Christianity and Islam, which emphasize the historical dimension of cross-cultural bridges in the ostensibly neutral and relatively secular environment of a Western concert setting, some Christians in Pakistan today are using psalms to engage with Sufi communities in their own spaces. In 2012, Eric Sarwar, a minister of the Presbyterian Church of Pakistan, led a group of Christian singers and instrumentalists in singing psalms in Sindhi translation at the Sufi shrine of Shah Latif Bhittai, at the invitation of the Sufi guardians, an event that has led to further devotional-musical interactions between these Christian and Sufi communities. 92 Such forms of exchange appear to echo the seventeenth-century encounters discussed here, with theological affinities being noticed by Christians and Muslims alike through the medium of the biblical Psalms, with reference to the shared tradition of David as a key symbol for the practice of devotional music.
The Mystery of the Acehnese "Psalme"
The discussions of contexts and concepts of the role of psalms in Islam bring us full circle to reconsider the mystery of the Acehnese "Psalme" sung by the sultan and his nobles. How did the sultan come to know a psalm, and what might this have been, given the multiplicity of terms, meanings, and interpretations that surround the Davidic traditions? It is impossible to know exactly what the sultan and his nobles recited to Lancaster and his men. However, there appear to be three distinct possibilities: first, that the sultan and his nobles had learnt a Genevan psalm from Dutch Calvinist traders or navigators who preceded Lancaster; second, that it was a cantillation of one of the medieval Zabūr texts ("Islamic Psalms"), as identified by David Vishanoff; third, that it was the devotional practice of zikir (dhikr), as still practiced today in Aceh (known as dikir or diki). Let us briefly consider each of these in turn.
A few years before Lancaster's visit to Aceh, the Dutch admiral Frederick de Houtman (1571-1627) was held captive there for two years (1599-1601). De Houtman learnt the Malay language and published the first Malay wordbook in Europe in 1603 (although the word "psalm" does not appear in it). 93 In his account of his captivity, he gave an extensive report on theological discussions he had with his captors, and mentioned that Acehnese theologians referred to the name of the prophet David, among others, when attempting to convert him to Islam. 94 As a Interestingly, Pyrard de Laval mentions how he made the personal acquaintance of the same Jewish interpreter who had translated the dialogue between James Lancaster and the sultan of Aceh in 1602, and who later landed in the Maldives. Pyrard de Laval confirms that this interpreter knew many languages, including "Arabic and the Indian tongues," and describes him as "a man of Barbary, and the greatest scoundrel in the world."
107 He writes that the interpreter "had learnt English well" (in England), but points to his chameleon-like religious liminality: "With the English he was of their religion; with the Mahometans, of theirs; whereas he was all the while a Jew." 108 Perhaps the exchange of psalms between Lancaster and the sultan of Aceh came down to this interpreter's knowledge of David's importance within all three faiths; after all, while Christians and Muslims debated the nature of David, this prophet and king belonged originally to the Jewish tradition, which had also preserved the texts associated with him. The identity of the psalm in Aceh remains a mystery, but the striking account of its performance by the sultan and his nobles opens up a window onto a world of dialogue about shared connections and divergence of theological interpretations.
Conclusion
Prior to the advent of European colonialism around the Indian Ocean region, some thin threads already connected the Islamic communities with Christian European travelers through the Davidic traditions of the Abrahamic faiths, and through the circulation of texts and stories across vast distances. David and the Psalms became points of convergence in interfaith dialogue, and affinities between religions in respect to the devotional nature of psalm texts seem to have been enactedoccasionally-through performances that crossed religious boundaries. Even though some individual interlocutors pinpointed the prophet David as a common theological link, the divergence between traditions of his identity as a musician (i.e., whether he was an instrumentalist or not), and the exact nature of the psalm texts that were preserved by Jews and Christians, constituted significant intercultural gulfs. Differences between theological perspectives and the ontological positions of music and sound meant that commonalities had their limits, necessitating the coexistence of related traditions rather than their convergence. Yet the Psalms, Mazmūr, and Zabūr remain a symbolic bridge between the Abrahamic faiths, and one that has been explored successfully by several musical ensembles around the world, with a number of intercultural and interfaith programs of musical performance being devised in recent years. The factors that complicate stories of bilateral or trilateral religious exchange through the Psalms, however, include the differing concepts and terminologies in each of the Abrahamic faiths, the legitimacy of music, the differing interpretations of David as an instrumentalist, and the Islamic doctrine of tahrīf, which denies the authenticity of religious texts conserved by Jews and Christians. But besides Islamic theological commentaries that cited the Bible (mostly sparingly) for Qurʾānic exegesis, and translations of the Bible for the use of a small number of scholars in Islamic empires, it is significant that the major other means through which Muslims have engaged with the texts of Jewish-Christian scriptures has been through the musical performance of psalms. Other musical acts, such as instrumental performance, seem also to have evoked interfaith discussion of David, or observations about him in different religious traditions.
The curious encounters discussed here seem to fade from the archival record in the eighteenth and nineteenth centuries; perhaps increased knowledge of each other's religions (and therefore difference) as well as growing movements of Christian mission throughout the world, and Islamic resistance, contributed to a more entrenched view of Jewish, Christian, and Islamic perspectives on David and the Psalms. And yet today's resurgence of interest in historic testimonies such as ʿAlī Ufḳī's psalm settings-demonstrating (or at least suggesting) a devotional practice that cut across religious boundaries-indicates the timeliness of revisiting the figure of David between the Abrahamic faiths, in dialogues that are not only about divergence, but also about convergence and a shared tradition. By examining the connected histories of seventeenth-century encounters invoking David, we can throw new light on his symbolic role between the faiths, and consider the potentially beneficial implications of these historical incidents for new intercultural understandings of music, creating more nuanced thought about the role of the Psalms, instruments, and David between the Abrahamic faiths.
